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Side One (25:09) 

LUDWIG VAN BEETHOVEN (1770-1827) 
Pieces for Mandolin & Harpsichord 

1. Sonatina in C, WoO 44, No. 1 (2:14) 

2. Sonatina in C miner, WoO 43, No. 1 (6:31) 
3. Adagio in E flat, WoO 43, No. 2 (6:16) 
4. Andante & Variations in D, WoO 44, No. 2 (9:55) 

Side Two (17:38) 

JOHANN NEPOMUK HUMMEL (1778-1837) 
Sonata in C for Mandolin & Piano 
1. Allegro con spirito (9:20) 
2. Andante moderato (Siziliano) (3:52) 
3. Rondo (Allegretto piu tosto allegro) (4:17) 

MARIA SCIVITTARO, mandolin 
ROBERT VEYRON-LACROIX, harpsichord & piano 

The mandolin, a member of the lute family which can 
be traced to about 2000 B.C., has become the favored 
instrument of countless music-lovers who want to play an 
instrument that does not require great technical accom¬ 
plishment, and who wish to learn it without much trouble 
and cost, and within a comparatively short time. Although 
the mandolin is played by many people who do not even 
read music, there are also professional mandolin players 
who display their virtuosity with transcriptions of violin 
concertos. The mandolin, which as the instrument of peas¬ 
ants, laborers, and unskilled workers became an important 
social factor, has a venerable history. Several varieties were 
used in the 16th and 17th centuries, but the Neapolitan 
type, tuned like the violin (G-d-a-e'), emerged as the most 
important. The mandolin entered the orchestra of the 
opera, and the activities of virtuosos in the 18th century 
are documented by mandolin concertos by such men as 
Antonio Vivaldi and Johann Adolf Hasse. 

Three successful opera composers of the late 18th cen¬ 
tury employed the mandolin as a prominent melodic in¬ 
strument: Grety in L'Amant jaloux (Paris, 1778), Paisiello in 
II barbiere di Seville (St. Petersburg, 1782), and Salieri in 
Tarare (Paris, 1787). And Mozart, in Act II of Don Giovanni, 
wrote a part full of sixtolet runs, broken chords, and arpeg¬ 
gios for the Don's canzonetta; he knew that this would 
require a very proficient player, and he also knew that 
such a man would be at his disposal in Prague, where Don 
Giovanni was first produced (1787). 

This was Johann Baptist Kucharz (1751-1829), organist, 
composer of organ concertos, operas, and ballets, and 
conductor of the Italian Opera in Prague. He belonged to 
the Prague Mozart circle and prepared vocal scores of the 
last five operas of Mozart, which were sold in hand-written 
copies. Kucharz's hobby was playing the mandolin, which 
earned him a certain renown, as well as students in high 
aristocratic circles. 

Mandolin playing had become fashionable at the end 
of the 18th century, and sonatas for mandolin and violin, 
mandolin and cello, and for ensembles of bowed instru¬ 
ments and mandolin enjoyed a great vogue. Johann Georg 
Albrechtsberger, Beethoven's counterpoint teacher and 
conductor at the venerable St. Stephen's cathedral in 
Vienna, and the highly respected author of a textbook on 
composition (which was translated into French and En¬ 
glish), did not consider it beneath his dignity to write 

a concerto for the mandola (a relative to the mandolin), 
and his most famous students, Beethoven and Hummel, 
also contributed to the mandolin literature. Four pieces 
for mandolin by Beethoven have come down to us, and 
several others are known to be lost. The circumstances that 
prompted Beethoven to enter this field of composition are 
not clarified. One would assume that a young musician 
of 25 years who was out to establish himself as a pianist 
and composer in Vienna would not focus his attention 
on the mandolin. 

In 1795, when Beethoven's Op.1 (three trios for piano, 
violin, and cello) appeared, he made the acquaintance of 
the Bohemian violinist Wenzel Krumpholtz (1750-1817), 
who had settled down in Vienna and joined the opera 
orchestra. In spite of the difference in age, Beethoven and 
Krumpholtz became good friends. The latter was, like his 
fellow-countryman Kucharz, a mandolin virtuoso. Ferdi¬ 
nand Ries, one of Beethoven's piano students, tells us in 
his Biographische Notizen fiber L. van Beethoven that 
Beethoven had taken violin lessons from Krumpholtz, with 
whom he also conversed about his newest creations. The 
Bohemian violinist, one of the first to realize Beethoven's 
greatness, enjoyed the confidence of the composer. In 
all probability, the close relationship betwen Beethoven 
and Krumpholtz may have led to the composition of two 
pieces for mandolin and harpsichord (the Sonatina in C 
minor and the Adagio in Eb major, WoO 43, Nos. 1 & 2), 
and Krumpholtz undoubtedly gave Beethoven some tech¬ 
nical advice in the creation of these works. 

The combination of two plucked instruments is signifi¬ 
cant. Beethoven evidently hesitated to couple the gentle 
mandolin with the pianoforte. The designation "sonatina" 
is intriguing, as this short adagio movement, cast in ternary 
form with a short coda, bears hardly any relationship to 
Classical sonata form. Probably Beethoven's first attempt 
to write music for mandolin, the Sonatina was consider¬ 
ably excelled by the Adagio in E flat, which is a sonata 
movement with exposition, development, and recapitu¬ 
lation. The possibility that Beethoven availed himself of 
earlier melodic material for these pieces — the Sonatina in 
particular could well be a transcription of a song or similar 
composition — cannot be discounted. He never contem¬ 
plated their publication. The Sonatina was first'published 
in the article on the mandolin in the first edition of Grove's 
Dictionary of Music and Musicians (1874), and the Adagio 
in E flat appeared first in 1887 in the supplement to the 
complete edition of Beethoven's works. 

In 1796, Beethoven journeyed to Prague, where he was 
introduced to Countess Josephine Clary, a well trained 
singer and mandolin student of Kucharz, whom Beethoven 
probably met on this occasion. He generously favored the 
lady by writing for her the concert aria Ah! perfidol, re¬ 
vising the Adagio in E flat "pour la belle Josephine," and 
composing another one-movement sonatina for mandolin 
and harpsichord in C major and a set of variations (WoO 
44, Nos. 1 & 2). For the former, the designation rondino 
would be more appropriate, for the piece follows the 
formal design A-B-A-C-A. 

In the Andante con variazioni in D major, both instru¬ 
ments share the spotlight. In the first variation, running 
triplets belong to the mandolin, in the second, to the 
harpsichord. The sixteenth-note figuration of the third 
variation is produced by both instruments. The harpsi¬ 
chord leads in the fourth and the mandolin in the senti¬ 
mental, even passionate fifth (in the minor). A merry 
dance in polka rhythm appears in the concluding variation 

which, however, closes in a serious vein. The Sonatina was 
not published until 1912, the Variations as late as 1940. 
These pieces are not great music, but they are valuable 
miniatures that fit well, biographically and stylistically, into 
the period of Beethoven's Opus 1, his first sonatas, the 
String Trio in E flat, the song Adelaide, and the Piano Con¬ 
certo in B flat. 

In a marked contrast to the four small-scale pieces of 
Beethoven, the Sonata for Mandolin and Piano by Johann 
Nepomuk Hummel (1778-1837) is a full-fledged three- 
movement work. Hummel's musical education has hardly 
a counterpart. As a boy he lived two years with the Mozart 
family in Vienna and was instructed by the master. In his 
early teens he successfully concertized in Germany, Den¬ 
mark, Holland, and England. He worked briefly with 
Clementi in London and studied counterpoint with Johann 
Georg Albrechtsberger (1736-1809), who at the same time 
also tutored Beethoven. Hummel also received occasional 
counsel from Salieri and from Haydn — whose position as 
Kapellmeister to Prince Esterhazy at Eisenstadt he later 
held (1804-1811). The relations between Beethoven and 
Hummel were at times very friendly, and as court con¬ 
ductor in Weimar (1818-1837) in the days of Goethe, 
Hummel championed the cause of Beethoven. He had no 
official relations to the poet, since he assumed his duties 
after Goethe had given up the direction of the court 
theater, but Hummel played frequently for him. 

Hummel's once very popular compositions are unduly 
neglected today. Schubert valued them highly, and it is 
known that he wished to dedicate to Hummel his last 
three piano sonatas, written in 1828. (The publisher, Dia- 
belli, disregarded this wish and issued the sonatas after 
Hummel's death with a shamelessly arbitrary dedication 
to Robert Schumann, who was 18 years old and an un¬ 
known quantity when Schubert wrote the sonatas.) Hum¬ 
mel's pianism aimed at brilliance, and in this respect he 
influenced Weber. This quality is reflected, for example, 
in Hummel's Sonata di bravura, Op. 36, or in the. Sonate 
brillante. Op. 106. He catered to an audience that wanted 
to be entertained with such light fare and pyrotechnics 
as he offered in his Melange d'airs from Weber's Frei- 
schutz, Les Charmes de Londres, or Trois Amusements — 

features of a pianistic repertory that was an essential 
element of Liszt's career as virtuoso. 

It would be erroneous, however, to judge Hummel only 
from this angle. As composer of Masses he is represen¬ 
tative of the Classical tradition and the most important 
figure after Schubert and Cherubini prior to the advent 
of Anton Bruckner. Hummel's contributions to the mando¬ 
lin literature stem logically from a different sphere, but 
they too are hardly imbued with the spirit of glittering 
virtuosity. In 1799, he wrote a concerto for the famous 
Venetian mandolin virtuoso Bartolomeo Bartolazzi. Like 
the concerto, our sonata adheres to the classical three- 
movement design. It reveals Hummel's fine craftsmanship 
and fluency in the manipulation of pleasing musical ideas. 
Devoid of contrapuntal complexities, the Sonata is re¬ 
moved from the depth and force of Beethoven and from 
the passion and sensitive lyricism of Schubert. The com¬ 
poser cleverly took the limitations of the mandolin into 
account and did not put it to a disadvantage by overdoing 
the piano part. Reflecting the simplicity, graciousness, and 
pleasantry of the Austrian "Biedermeier," this is music 
that can still be listened to with pleasure, even in the 
atomic age. 

JOSEPH BRAUNSTEIN 
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